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The Reel Story: Film Festivals and Markets
Jon M. Garon*
This article is part of a series of book excerpts The Pop Culture Business Handbook for Cons and
Festivals, which provides the business, strategy, and legal reference guide for fan conventions, film
festivals, musical festivals, and cultural events.
There may be between three thousand and four thousand film festivals running this year.1
Compared to fewer than 750 feature films that are released theatrically during the year, the
overwhelming number of film festivals make this experience somewhat unique within the Con culture.
A film festival attracts its audience in order to highlight the best work it can showcase and to recognize
those films with awards and prizes that have the potential to propel the selected works into the cultural
mainstream. Top prizes help establish new writers and directors, open doors to theatrical distribution,
and bolster marketing to the general public.
A film market differs from a film festival. The market is primarily a venue where works are
screened for potential buyers. The attendees at a market are primarily industry sales agents and
distributors hoping to acquire content for their upcoming season. Film markets do not rely on public
events and awards to drive the organization of the event.
Film festivals have two very different audiences. For one type of audience, they attract local film
enthusiasts who want to watch films not otherwise available in commercial theaters. For the other
type of audience, they attract the filmmakers, actors, directors, producers, and technical craftspersons
who are presenting their current work while also hoping to develop connections for their next project.
The hunger of this second audience combined with the unbelievable range of venues makes
filmmakers vulnerable to financial scams and unreasonable expectations. Organizers of high quality
film festivals must guard against any practices that could tend to take advantage of this vulnerability.
A. Established Global Leaders
Not all film festivals are the same. Within the hierarchy of the motion picture industry, no event
captures the international film market with the same cultural impact as the Festival de Cannes which
began in 1946. Thierry Frémaux, General Delegate to Cannes provides some insight into the content
of the event:
The Official Selection serves to highlight the diversity of cinematic creation through its
different sections, each of which has its own distinct identity. Films that are representative
* Jon M. Garon, Dean and Professor of Law, Nova Southeastern University Shepard Broad College of Law; J.D.
Columbia University School of Law 1988. Adapted from The Pop Culture Business Handbook for Cons and Festivals
(reprinted with permission). Dean Garon is admitted in New Hampshire, California and Minnesota and of counsel with
Gallagher, Callahan & Gartrell, PC, Concord NH.
1 See http://www.filmfestivals.com/. (Filmfestival.com uses the title “4,000 Film Festivals,” which highlights the
sheer magnitude of the film festival market.). See also Stephen Follows, How many film festivals are there in the world?, Film
Data and Education Blog, https://stephenfollows.com/many-film-festivals-are-in-the-world/ (last visited May 20,
2017)( Writing in 2013, Stephen Follows noted the he “found 9,706 unique festivals which have run at least once the
past 15 years.”).
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of "arthouse cinema with a wide audience appeal" are presented in Competition, while Un
Certain Regard focuses on works that have an original aim and aesthetic, and are guaranteed
to make a discreet but strong impact on screens around the world. The Official Selection
also includes Out of Competition films, Special Screenings and Midnight Screenings, the
historically important films featured in Cannes Classics and the Cinéfondation selection of
films submitted from film schools.2
Cannes is not the oldest of the prestigious film festivals. That honor goes to the Venice
International Film Festival, which was founded in 1932. The festival is organized by La Biennale di
Venezia. As explained in its submission guidelines, its purpose is “to raise awareness and promote
international cinema in all its forms as art, entertainment and as an industry, in a spirit of freedom and
dialogue.” The Venice International Film Festival also features retrospectives and tributes to the giants
in global cinema.
The third European festival of international renown is the Berlinale, the Berlin International Film
Festival. The Berlin festival bridges across a wide range of categories beyond international cinema and
independent film and includes categories for younger audiences and new filmmakers. Founded in
1952, the Berlin International Film Festival has often been the largest film festival of the year.
Global film festivals are not limited to Europe. The Hong Kong International Film Festival and
the Melbourne International Film Festival are two of the most prominent in the Southern Hemisphere.
In North America, the key festivals are Sundance Film Festival, Toronto Film Festival, New York
Film Festival presented by the Film Society of Lincoln Center (FSLC), the Telluride Film Festival,
South by Southwest, and the Tribeca Film Festival, which was founded to revitalize lower Manhattan
in 2002 after the September 11 attacks on the World Trade Center. Of these, perhaps Toronto and
Sundance compete with Cannes, Venice, and Berlin on the world stage. Nonetheless, the global
dominance of the U.S. motion picture industry gives the somewhat less prestigious festivals a
disproportionate role in establishing global culture.
Although each varies in the specifics, the major U.S. film festivals all tend to encourage new and
independent artists while recognizing the top filmmakers at their craft. Specialized categories often
include documentaries, short films, and animated films. Many of these festivals also feature premieres
of more traditional studio productions. For example, Star Wars: Attack of the Clones had its premiere at
the Tribeca Film Festival in 2002 and in 2013, the festival screened King of Comedy, with principal cast
of Robert De Niro, Jerry Lewis and Martin Scorsese in attendance. Similarly, South by Southwest
typically shows approximately 25 films that previously appeared at Sundance and Toronto among its
125-150 movies.
Attendance at any of these events is both exhilarating and exhausting. These are among the world’s
largest and most influential cultural events. Even seasoned attendees will benefit from the planning
strategies of Chapter 7.
There is no single criterion to use when judging or ranking film festivals. Nonetheless, for short
films, the approximately thirty U.S. festivals that have awards which will qualify the winner for Oscar
eligibility. This standing within the eyes of the Academy of Motion Picture Arts and Sciences makes
those festivals stand out from similar festivals. Moreover, the Oscar eligibility will tend to attract a
larger and stronger pool of submissions, thereby enhancing the quality of the films exhibited.
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B. Essential Elements for a Successful Film Festival
Thousands of film festivals are held every year. Many of them last for only a single season or two
before disappearing from the media landscape. For organizers, most of the lessons discussed
throughout this book will help them launch a new film festival and survive to grow it from year to
year. Nonetheless, there are some specific steps that can help the film festival succeed.
Congregate. A film festival is as much about the audience as it is about the films being shown.
The successful film festival creates very intentional spaces for gatherings, parties, and complementary
events. It integrates into its physical environment to enable the audience members to engage with each
other. This is particularly important for the industry professionals who are attending to make those
critical connections for new job opportunities, production financing, and project development.
Complementing the festival with luncheons, workshops, and interactive events will make the trip to
the festival much more valuable than just taking home a trophy.
Creating the communal experience is equally important for the cinephiles who attend only as the
audience. Undoubtedly, these fans want a chance to meet the actors and creators. They also want to
share their experiences with each other. Creating both formal and informal opportunities will greatly
enhance the experience.
Regionalize. Most film festivals are geographically established. Whether it is Cannes, New York
(e.g., Lincoln Center) and Tribeca (because the two neighborhoods serve different audiences), or
Toronto, the most successful film festivals have a destination in mind. The film festival needs a
destination to help brand the event. More importantly, the location will help the organizers develop
the network of support necessary to create a financially viable and operationally sustainable festival. A
festival highlighting the location will be better positioned to seek discounts and sponsorships from
other community boosters, local bars and restaurants, and media support from the local press.
Specialize. Although it may seem illogical to narrow the potential audience for the festival,
specialization enables the organizers to target the intended audience and participants. A smaller pond
will allow the new entrant to grow more quickly rather than become lost in the vastness of the broader
ocean. If the event is successful, then over time, the organizers can expand incrementally or they can
partner with similar projects to expand the scope.
From the perspective of a submitting artist, the cost and risk associated with a relatively new
festival is much lower if the festival is dedicated to the work of that artist. It improves the chances
that the attendees will be better suited to networking opportunities, and it means that the work will
get more focused attention.
Animated short films may not compete well against feature-length narrative films. Each deserves
its own program. There are successful festivals that focus on format such as animation, documentaries,
or short films. Others focus on subject matter, such as science fiction, anime, horror, queer, comedy,
Asian, or Jewish. There are even architecture film festivals. Still other film festivals focus on the status
of the filmmaker or the technology utilized, such as student film festivals, language-based film festivals,
foreign films, Internet film festivals, and iPhone film festivals. Establishing a new festival within the
context of an existing genre will facilitate the community support needed to launch the festival.
Network. Film festivals are inherently community events. Audience members generally watch a
few films, dine out, and return over a period of days. The usage pattern enhances the audience’s
engagement with the region. As the organizers focus on how to build a community around the region,
certain specialties may be of particular relevance. Certainly, language-based film festivals tie into the
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use of language and dialect within the region. By integrating with the local business and community
organizations, the film festival can grow its base and its financial support.
The most successful film festivals are nonprofit organizations that benefit from arts and culture
funding provided by government agencies and private philanthropies. As nonprofits, the film festivals
can work with nearby businesses for financial support and promotion. This regional integration will
help move the film festival from the periphery of local culture to the center of the annual calendar.
Coordinate. The filmmakers essential to the success of the film festival are actively working the
festival circuit to promote their project and establish the next work in their pipeline. The timing of a
film festival will have an important influence on its popularity. Again, this tends to overlap with the
geographic nature of the festivals, so the organizer must schedule the event to align the best timing
for this type of festival in this geographic area. While some filmmakers will fly anywhere in the world,
most are not in a financial position to be flying from festival to festival. As a result, the schedule of
competing festivals in a 250-mile radius are likely to be the most important factors in determining the
time of year for the new festival. Most festivals are in October. It may be preferable to find another
month.
Promote. Festival organizers do not need to be reminded of the need to promote their festival,
but it is equally important to remember that the festival is there to promote its winners and participants
more than the event itself. Unlike a comic book or science fiction convention, film festivals (and book
fairs) are designed to improve the success of those attending. As a result, the festival organizers must
emphasize their participants’ success stories in all the marketing and promotional material.
The film festival will have its greatest chance at fame and longevity out of its efforts at launching
successful careers. The more the festival does for its participants, the more new entrants will come
knocking and the more its reputation for discovering great artists will emerge.
Protect. Film festival organizers must understand the unquenchable drive felt by filmmakers,
eager to get their beloved projects into the hands of a paying audience. With thousands of film festivals
available, the potential for festivals to take advantage of this need is understandable. Add the naiveté
often demonstrated by first-time filmmakers, and the potential for manipulation is manifest.
The successful film festival will avoid the many opportunities to take advantage of the filmmakers
and instead make special efforts to inform the filmmakers on the true history of the film festival, the
expenses and fees, the nature of the juries, the range of the prizes, the likelihood of success, and other
factors that tend to influence the filmmakers into submissions. The festival organizers need not go
overboard. It is not their task to warn filmmakers about the economics of the film and television
industries. But any claims about the success of prior participants or the individuals participating must
be accurate and regularly updated.
For example, the film festival should not list jurors merely because they were invited to participate.
Anyone could invite Steven Spielberg, Robert De Niro, and Dame Judi Dench to serve as festival
jurors, but unless they agree to serve, the promotion of the invitation creates a false association of
participation in the event. In the same manner, lists of event sponsors and organizations must include
only those who have actually agreed to provide support to the festival. Filmmakers may be relying on
these promotional activities to decide whether to pay for submission, so the information must at all
times be completely accurate.
Over the long term, the care and protection afforded to the submitting filmmakers will enhance
and benefit the quality of the film festival and lead to a stronger reputation within the film industry.
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C. Competition Rules
The competition rules establish the identity of the film festival. Because the festival takes on the
personality of the films it screens, the competition rules play a far larger part in branding the festival
than any other aspect of the organization’s planning. The defining characteristics of the festival will
be established by the rules regarding genre and exclusivity. In addition, the rules regarding the technical
delivery requirements and the rules regarding the legal delivery obligations comprise the three primary
areas covered by the competition rules.
The rules for genre and exclusivity focus on the types of films accepted for consideration and the
prior public exhibition history of the film. The competition rules should explain what categories of
films are being accepted and the types of competitions for which the film may compete. Such
distinctions may include the running length to establish short-films; film techniques to establish
animations films; financing or locations to establish domestic or foreign films; and other similar
categories.
Festivals of greater stature can demand that their exhibition is the first public exhibition of the
film, either world-wide or regionally. Filmmakers must be particularly mindful of this limitation, since
they can only premiere their film once.
Other festivals are less concerned with the public premiere and more concerned with the
distribution status of the production. These festivals focus on featuring films without distribution
agreements and as a result, a film that is schedule to be distributed may not be considered eligible for
those festivals.
Many festivals want new films, so the date of completion is important in knowing whether the
film is sufficiently new to be eligible for submission. At the same time, however, films are often edited
and tweaked months or years after principal photography has ended, so the concept of a completed
film is somewhat fluid.
The technical requirements are of equal importance, because a festival will likely disregard a
submission made in the wrong format. The advance in digital cinematography has unfortunately
resulted in a wide range of technical specifications. For example, the Austin Film Festival offers some
flexibility regarding the acceptance of submissions, but its rules highlight the array of choices.
Filmmakers may submit “as an online streaming video via a participating submission platform
(WithoutABox or FilmFreeway), a password-protected streaming URL, or on DVD with NTSC or
PAL formatting (please test before sending).”3 Nonetheless, the Austin Film Festival is selective
regarding the technology used for exhibition: “AFF screens films as digital files during the Festival
and does NOT screen films on Blu-Ray, HD-CAM, or DCP. If you are unable or unwilling to provide
us your film as a digital file for exhibition, DO NOT SUBMIT your film.”4
Filmmakers preparing to start on the festival circuit may find themselves required to reformat their
film for a variety of competing formats. Invariably, every adaptation to a new format comes with both
additional expenses and additional technical challenges.
The third category of submission guidelines focus on the legal obligations of the filmmaker. The
competition rules and submission form will typically comprise a legal contract between the festival
Austin Film Festival, Film Competition Rules and Regulations,
https://austinfilmfestival.com/submit/film/rules/.
3
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and the person submitting the film. This provides some recourse to the film festival against the
filmmaker, if the submission is done improperly.
The first requirement is that the filmmaker has all legal rights necessary to exhibit the film. These
standards vary significantly depending on whether the project is a fictional work or a documentary.
For documentary filmmaking, a certain amount of unauthorized content is permitted, provided it is
consistent with fair use guidelines for copyright and journalistic standards for reporting.
Fictional works are required to have the rights to all the content well documented. This includes
contracts or releases signed by everyone appearing in the film, rights to all copyrighted material
incorporated into the film, and releases from most living persons depicted in the film. Fictional works
are afforded a more limited ability to rely on fair use, and many festivals and exhibitors are unwilling
to take such risks. When it comes to retelling a true story without the subject’s permission, the law
protects the free speech rights of the filmmaker, but some film festivals and exhibitors are unwilling
to take this additional risk.
Among the underlying rights that must be secured by the filmmaker are the rights to publicly
perform any music selected for the film. Fortunately, many record labels are willing to provide lowcost and even no-cost music licenses for film festivals. The filmmaker must tread very carefully,
however, because the festival music license will not extend to any agreement for distribution of the
film. The music used at the festival often proves to be much too expensive to use when the film is
released, so the filmmaker is much better off to understand in advance of the festival what the final
cost of the film rights will be when the film is eventually distributed to the public.
The contractual agreement between the filmmaker and the film festival will invariably include
language that make the filmmaker legally responsible for any claims made by third parties regarding
the exhibition of the film. The filmmaker will be expected to pay the costs to defend any lawsuit and
to pay any resulting liability. Such lawsuits are typically triggered by claims of copyright infringement
or defamation, but they can also include breaches of contract, trademark infringement or other claims.
The filmmaker must take care to assure that all rights have been acquired before entering the film
festival circuit.
D. Strategies for Safe Submissions when Entering Festivals
Given the large number of film festivals and the tremendous range of genres covered by film
festivals, filmmakers who plan to submit films must be mindful of the financial costs and the
opportunity costs associated with participation on the film festival circuit. Festivals can be very
emotionally rewarding, but they are designed to be a means to public distribution rather than a very
expensive hobby.
Establish a plan. The lifecycle associated with the festival circuit can readily turn into a multiyear ordeal for the filmmaker. Instead, the filmmaker should have a definite plan with a schedule
carefully laid out. The schedule should include the date at which the movie will be locked, and no
longer subject to editing and tweaking, include a reasonable amount of time to obtain festival showings
and a distribution deal, and have an end date, after which the filmmaker is committed to working on
the next project.
Finish the film; Do not submit early. Most festivals will judge the film based on the first
submission, so additional inclusion of sound effects, music, or edits will not help with the acceptance.
Festivals have frequently been known to exhibit the wrong version of the film that was submitted.
After all, that version was the basis for the acceptance in the festival. All these problems disappear if
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the only film submitted was the correct, final version. The take-away is that the plan for the festival
submission cycle should begin only once the film is fully completed. As tempting as it may be to
submit the nearly finished version and update before the event, too much goes wrong to rely on that
extra time.
Prioritize the submissions. Stretch goals are motivating and lightning does strike, so filmmakers
should not be reluctant to submit to the top festivals. Nonetheless, the math suggests that the top
festivals are the most challenging, so filmmakers should prioritize the festivals that can achieve
beneficial goals for the film and the production team. For example, if Sundance, South by Southwest,
or Tribeca is a stretch goal, then schedule applications to go out once a response is provided by the
top festival.
Emphasize genre and region. Depending on the filmmaker’s larger agenda, selecting festivals
known for animation, for documentaries, or other specializations will generally result in a greater
likelihood of acceptance and it will improve the contacts to help line up the next project. Equally
importantly, independent filmmaking is highly regionalized. Becoming well-known in the local
community can often lead to new work and important partnerships. Filmmakers should be sure to
take advantage of the regional film resources and be generous with their projects to build the local
production ecology.
Watch for the warning signs. Poorly managed and fraudulent opportunities abound.5
Filmmakers must be very careful to be sure not to let exuberance get in the way of careful planning.







Filmmakers must be wary of look-alike festivals by confirming that the film festival has
the exact same name and url as the festival researched.
Filmmakers should do a thorough background search before submitting a film.
Photographs from a lengthy history suggest a strong event. If these are missing, then
perhaps the events were not very memorable or did not take place.
Filmmakers should use submission tools WithoutaBox or FilmFreeway as a method to
help identify the film festival, but filmmakers should not expect these services fully to vet
the companies.
Filmmakers should reach out to prior participants to get a sense whether the festival was
worth the expenditure in time and money. Most artists are happy to share their
experiences, and this intelligence will be essential in planning where to invest the time for
the festivals.
Filmmakers should confirm the public screenings and related event schedules from prior
years. The quality of the festival can readily be assessed by looking at the range of activities
in the past, or at least planned if the festival is new. If this information is not publicly
available, it is unlikely to be a successful festival.

5 The following suggestions are based on these three articles. See Benjamin Craig, How to spot a scam film festival,
http://www.filmmaking.net/198/How-to-spot-a-scam-film-festival, Dec. 8, 2016; Alex Ferrari IFH 062: Top 5 Film
Festival SCAMS Filmmakers Need to Be Aware Of!, https://indiefilmhustle.com/film-festival-scams/, April 5, 2016; Jason
Guerrasio, Can You Trust This Film Festival?, http://www.indiewire.com/2013/07/can-you-trust-this-film-festival36221/, July 30, 2013.
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Filmmakers should watch for other red flags, including overly long submission windows,
new festivals at otherwise already prestigious locations, lack of sponsors, high submission
fees, and unclear jury information.6

Complete the paperwork. The filmmaker is responsible to deliver a great deal of documentation
regarding the cast, locations, music, and all other aspects of the film right to the festival. Moreover, if
the festival experience has been successful, the filmmaker may be required to deliver a completed film
to a distributor. The completed film includes all of the documentation and all the ancillary materials
such as music cue sheets, conformed scripts, coverage shots, and even dubbing or subtitling. Since
the purpose of the film festival is to complete the project, this work should be done while waiting for
the film to be accepted in the festival and not put off until after the festival circuit has run its course.
Stick to the plan. When the festival process is over, the filmmaker must move on. The initial plan
set deadlines for public exhibitions at festivals, goals for distribution deals, and contingency plans. The
plan likely included attending some additional festivals to learn more about what works best and to
make additional contacts. While extensions might open new doors, it is far more likely that the
filmmaker will achieve more success by moving onto the next project once the planned time and effort
have been expended.
E. Juries and Jurors
The duty of the film festival jury is to select the winning films from among the competition. The
role of the film jury has much more to do with who is selected to serve as a juror than merely their
task to watch and rate the competitors. Take for example the “Global Road Safety Film Festival,”
sponsored by the United Nations Economic Commission for Europe, United Nations Inland
Transport Committee, subtitled “the Center of UN Transport Conventions.”7
In 2017, the jury for this UN-sponsored festival included Jean Todt, The UN Secretary General’s
Special Envoy for Road Safety, Christian Friis Bach, Executive Secretary & Under-Secretary-General
of the United Nations Economic Commission for Europe, Zeid Ra’ad Al Hussein, United Nations
High Commissioner for Human Rights as well as Luc Besson, an award-winning film director,
screenwriter and producer. Besson was the only juror with film experience, and indeed, Todt was the
only juror with road safety experience.
The composition of this jury for the UN-sponsored film festival highlights the often political role
played by the jury panel. The prominence of the jury members represents the importance of the film
festival to the media and the public. As a panel, the group should have the knowledge necessary to
judge the films, but not every panelist needs to be a filmmaker. As the illustration highlights,
knowledge of the subject matter and knowledge of filmmaking are both important. Nonetheless, a
panel comprised of community college film studies faculty may provide the most knowledgeable panel
available, but this expertise will be ignored in favor of panelists who add visibility and cultural
importance to the jury panel.
Despite the political nature of jury panel composition, the process of serving as juror can be quite
grueling. There may be dozens or more films that are in competition. Each film deserves the same
time and attention as the others. Nonprofessionals may not realize the time and effort necessary to
Benjamin Craig, How to spot a scam film festival, http://www.filmmaking.net/198/How-to-spot-a-scam-film-festival,
Dec. 8, 2016.
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judge the movies fairly, nor may they realize the diligence it takes to treat the last five films screened
with the same openness as the initial five films.
Competitions do well to let the panelists collaborate and discuss their consideration, rather than
relying too heavily on score cards. In this manner, those more knowledgeable on the filmmaking and
those more knowledgeable on the subject matter will have the opportunity to educate the other
panelists on the key elements that make certain films stand out among the competition. There may,
of course, be some governors, financiers, and local celebrities who have excellent film knowledge and
taste, but for those situations where the majority of jurors have less expertise, a collaborative jury
process will help steer the consensus towards awards that reflect the strongest merit within the pool.
Given the important role the jury panel plays in branding the film festival, invitations to participate
should be made months before the event, and the information on those panelists who have agreed
should be made publicly available as close to the opening of the submission process as possible. While
the festival can always add additional jurors, the information about the jury panel is critical for some
filmmakers, particularly if the film festival does not have a long track record.
During the film festival, the organizers should pay close attention to the role of the panelists,
assuring that their hard work is recognized and valued while also assuring that their impartiality and
fairness is essential. The jury panel, as a group, is part of the festival royalty. There should be
meaningful moments during the activities to recognize their contribution and to let the audience
engage with them in a social environment.
F. Academy Award Eligibility
Turning a movie idea into a completed motion picture is a long-shot, which is only accomplished
by a small portion of those who contemplate the idea. Exhibiting a movie before a live, paying
audience is also a long-shot. So those who have overcome the first two hurdles and get their films into
film festivals can rightly hope that their project will go on to make the cut of those very few films that
earn an Oscar nomination from the Academy of Motion Picture Arts and Sciences.
For a feature film (with a running time over 40 minutes), eligibility requires the move receive its
first public distribution theatrically and that it run for at least seven consecutive dates in Los Angeles
County with at least three shows each day, including an evening performance.8 35mm and 70mm are
still considered standard format, but the film may be shown digitally, provided it is in an acceptable
format. 16mm prints are not eligible. Any nontheatrical public exhibition or distribution makes the
film ineligible.
For documentary features, the qualifications are even more stringent, requiring a seven-day
theatrical release in both Los Angeles and New York. Many additional limitations also apply.9
Fortunately, film festivals are a form of theatrical exhibition. They do not preclude features from
Oscar eligibility. They do not, however, generally count towards the seven consecutive days needed
for general eligibility.
For documentary short films, the film festivals are an alternative method of eligibility. A short
documentary can qualify for the Oscars if it has “won a qualifying award at a competitive film festival,
90th Annual Academy Awards of Merit for Achievements During 2017, Rule Two – Eligibility,
http://www.oscars.org/sites/oscars/files/90aa_rules.pdf.
8
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as specified in the Documentary Short Subject Qualifying Festival List, regardless of any prior public
exhibition or distribution by nontheatrical means.”10 There are additional rules as well, but the
recognition of the film festival-qualifying film adds an important recognition to the festival and
incentive to the filmmaker.
Narrative short films, like their documentary counterparts, are also eligible for Oscar eligibility if
they win the qualifying award. There are categories for both live action and animation, in addition to
the category for documentary.
Short films are much less likely to receive theatrical distribution or earn significant revenue in any
distribution platform. But they often form the lifeblood of the festivals. The additional form of Oscar
eligibility reflects this reality and highlights the importance of this creative artform.
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